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I. INTRODUCTION
The German poet Goethe often professed that the best
way to confront reality is through art and the best way to
escape reality is through This idea has greatly
influenced my approach in creating art and living my life.
Art is the building of pictorial space. For me, paint
ing is one of the most meaningful activities. Milton Avery
2
said, "Why talk, when you can paint?"
The building of a pictorial space involves many deci
sion making processes. The challenge lies in the discovery
of making those decisions.
During my studies at Rochester Institute of Technology,
I have attempted to strengthen myself as an artist by sur
rounding myself with various media, professors, and other
artists. I have enjoyed the privilege of my own studio and
the freedom to explore.
I have completed a series of paintings developing sim
plified abstract compositions. These paintings involve the
study of relationships between pictorial shape and color.
Goethe, Theory of Color, (London: Steiner Press,
1840), p. 18.
2
Alfred H. Barr, Matisse: His Art and His Public, (New
eum of Modern Art, 1951), p. 10.
Twentieth century artist who have also explored the poten
tial of color in this way have formed the research basis for
my thesis work. The monotype method in printmaking has been
the experimental medium used to explore the potential of
color and shape.
II. THE WORK
A. DESCRIPTION
Painting is made from the inside out. Although I am
influenced somewhat by my external surroundings, I do not
think that it really matters where I am when I paint. But
my vision is internal, and will find its way out, or find
its expression.
Receiving ideas or messages from nature, I do not try
to imitate or reproduce nature. I try to make a new image
from the natural ones.
Trees, landscapes, chairs, and interiors are reoccur-
ring themes that I have built unrealistically attempting to
transform them in their new environment on canvas. In real
life, such trees, landscapes, and interiors could not exist.
Before working on my M.F.A., I painted with acrylic on
canvas and water color on paper. In thesis, I wanted to ex
periment for the first time in oil on canvas. Watercolor
did not allow the re-working of compositions. Acrylic paint
lacked color variations, and the jelly-like texture was not
satisfying .
I have found oils to be superior for color mixing and
color blending. The ability to obtain thin layers of paint
appearing as water-color washes, plus the wide range of var
nishes available, stimulated me.
The works of Pierre Bonnard, Henri Matisse, and Milton
Avery have greatly influenced me. They greatly influenced
each other. In 1926, Matisse said, "You are quite right (to
Duncan and Marjorie Phillips), Bonnard is the strongest of
us
all."3
Certainly Avery's exposure to original Matisses made a
crucial difference to his life's work. "I have no doubt
that it was through seeing Matisse that Avery changed his
technique and began to work with very thin layers of
paint,"
4
said Dore Ashton.
In Matisse and Avery, I have been able to study radical
ways to use color both as expression and as a way of modu
lating space. Matisse abandoned traditional perspective and
devised means to suggest recession which, in his later work,
depended largely on planes of color and their disposition on
the two-dimensional surface.
In describing my work, I have to comment on the signif
icant role that color played in creating space on a two-
dimensional surface. I build with color.
The colors I chose dictated the subject matter I devel
oped in my paintings. As a guide in the search for the cor-
3
John Russell, The Late Paintings of Pierre Bonnard,
(New York: Thames and Hudson, Inc., 1984), p. 20.
'rQ ashton, Milton Avery in Mexico and After, (Mexico
i . ^ase urn of Modern Art of Mexico, 1981), p. 3.
rect pictorial image, I was lead in a process of variations
of hue, value, and chroma. The forms and shapes came as a
result of this process.
Sometimes like magic, the shapes and colors began to
work together. The colors were enhanced, the shapes were in
harmony, and a space was created on a flat surface.
I tended to start with complimentary colors. I found
that I was easily drawn to a blue palette and used its com
pliment to keep the necessary light.
B. EXPERIMENTS
The canvas sizes of my paintings were 36"x48",
60"x48"
and 72"x60". The problem of filling the format size at first
intimidated me. Areas in each canvas were either empty or
chaotic .
I needed balance in the compositions so I experimented
using the method of monotyping. A monotype is a print, and
of all the forms of printmaking, it is, technically speak
ing, the least complicated.
To make a monotype, the artist paints, most commonly in
either printer's ink or in oils, upon a smooth, non-
absorbent surface such as glass or metal; that surface is
known as the plate. A piece of paper is then placed upon
the plate and the painted image is transferred to it by
applying pressure with a press, a roller, or an implement
such as a spoon.
The name monotype is misleading. "Monotype" is from
the Greek monos=alone, typos=blow or impression. The mean
ing single impression is wrongly defined by the dictionary-
This transfer process can be repeated once, or perhaps twice
producing two or three impressions or pulls. The two or
three pulls will not be identical; the first will be the
strongest, and each succeeding one will be progressively
fainter. The degree of change is variable and is determined
by two factors: the amount of the pigment on the plate and
the amount of pressure applied during the process of trans-
In my own work, I have experimented in the use of
water-based ink. I prefer printer's ink and oils. I can
obtain colors that are more lush and luminous.
I also have been able to pull a series of four prints.
I attribute this to the fact that I soak my paper first in
water for at least thirty minutes. I am heavy-handed with
the pigment and I increase the pressure on the third and
fourth pull. The second pull is usually the one I prefer.
5
The second pull was named the ghost by Maurice Prendergast.
I find that the monotype is an enjoyable technique.
Unlike most other media, it requires little in the way of
time commitment. Actually it forces one to use speed of
execution or performance. The image can easily be altered
with a brush, a cotton ball, a cloth, or a Q-tip. There is
always an element of surprise when one lifts the paper off
the printing bed. I like that surprise and that is the main
reason I engage in this process. Something usually happens
beyond my intention because of the transfer. This does not
happen in my paintings made directly on paper or on a
canvas .
"Red & Green Mood" inspired the painting "Red
Mood"
and
"Chairs Along the
River"
was simplified after making "Autumn
Day". The printing method is a useful process.
5
Cecily Langdale, Monotypes by Maurice Prendergast,
(Chicago: Terra Museum of American Art, 1984), p. 72.
C. INFLUENCES
The manner in which I paint is a result of many influ
ences. Various movements in art and professionals have af
fected me. I have been able to see many
artists' interpre
tations of nature and the still life through books, museums,
and my travels to Europe and throughout the United States.
The most obvious movement that has greatly affected me
was the Fauvistic movement around 1900.
The Fauves brought color to a new intensity
with startling discords of vermilion and emerald
green, cerulean blue and vivid orange held together
by sweeping brushstrokes and bold patterns. In a
sense color became the subject of the picture.
The influence of the Fauves was almost immedi
ately felt outside of France especially by a group
of German painters who had organized into two move
ments: Die Brucke (the Bridge), symbolizing the
unity of nature and emotion and Der Blaue Reiter
(the Blue Rider). With bold, vigorous brushwork,
emphatic lines, and bright color the German paint
ers produced splendid, almost savagely powerful
canvases* particularly expressive of intense human
feeling .
The work of Karl Schmidt-Rottluf f from this group has
been important in my work. His oils and water-colors spin
around with strong, simplified forms. They are direct, ex
pressive, and powerful.
Jack Cowart , Henri Matisse: The Early Years in Nice
1916-1930, (New York: Harry N. Abrams , Inc., 1986), p. 17
7
Louise Gardner, Art Through the Ages, (New York:
Harcourt Brace Jovanovich, Inc., 1976), p. 812.
Q
Armin Zweite, Karl Schmidt-Rottluff, (Munich:
Prestel-Verlag, 1989), p. 97.
Another group in the late 1800 's known as the Nabis, or
prophets, greatly influenced me especially in their treat
ment of flat patterns of shape and color. Maurice Prender
gast was very active in this movement.
Essentially they would cover a flat surface with colors
arranged in a certain order. The Nabis had a preference for
expression through decorative quality, through harmony of
application of pigments, and to expression through subject.
They believed that for every emotion, for every human,
thought, there existed a plastic and decorative equivalent,
9
a corresponding beauty.
Another strong influence in the last two years, has
been a result of constant critiquing from fellow students,
professors, and visiting artists. Critiques are essential
in one's growth and progress. I relied heavily on the op
portunity to question my works in the eyes of others. I
will miss the unbiased suggestions as much as my studio.
9
Langdale, Monotypes by Maurice Prendergast, p. 29
III. CONCLUSION
I have completed a series of paintings developing sim
plified abstract compositions based on visible themes. I
have achieved this through the exploration of paint on large
canvas. The work of various artists helped to keep me on
course .
When a problem arose, I relied on the quick easy method
of monotyping. The difficulties were solved through this
process so my work on canvas could continue. The vehicle of
the press worked with me in a way that direct drawing or
painting could not.
My exploration in painting will continue and so will
discoveries between pictorial shape and color- "The purpose
of all pictorial activity is the
building,"
claimed Bruno
Taut. It is this building that remains a mystery to me.
10Zweite, Karl Schmidt-Rottluf f , p. 40.
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IV. LIST OF WORKS
Thesis Exhibition was held at RIT's Bevier Gallery
during March 13 through March 26, 1992.
A. Monotypes (22"x30", oils)
1. Cypress Trees
2. Boat Houses
3. Mountain Retreat
4. Autumn Day
5. Dingman Point
6. River Boats
7. Cozy Hearth
8. Red and Green Mood
B. Paintings
9. Red Mood (72"x60", oil)
10. Trees on the River (48"x36", acrylic)
11. Tree Flames (48"x36", acrylic)
12. Chairs Along the River (48"x36", oil)
13. Interior I. (48"x36", acrylic)
14. Interior II. (48"x36", acrylic)
15. Interior III. (48"x36", acrylic)
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